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CHAPTER I 

INTRODUCTION 

The poetry of Kathleen Raine is in the Romantic tradi

tion of literature. The severe limitations that the poet 

has imposed on her work while she has explored the romantic 

tradition lend her work a unique quality of simplicity. In 

a general%ssessment of her poetry, this study will trace 

the emergence of three elements common to Romanticism: the 

use of emotion, the use of poetic language, and the search 

for the unknown. The limitations applied by Miss Raine are 

best defined in her own words in the preface to her Col

lected Poems: "The ever-recurring forms of nature mirror 

eternal reality; the never-recurring productions of human 

history reflect only fallen man, and are therefore not suit

able to become a symbolic vocabulary for the kind of poetry 

I have attempted to write." The seven small volumes of 

precise poetry she has produced illustrate her application 

of this exacting standard, and she ruthlessly eliminated 

many selections from her Collected Poems that did not con

form to her theory of appropriate themes. 

Kathleen Raine, The Collected Poems of Kathleen Raine 
(London: Hamish Hamilton, 1956), pp. xiv-xv. 



Miss Raine has produced much scholarly critical work on 

William Blake, Samuel Taylor Coleridge, Thomas Taylor, and 

William Butler Yeats, all of whom may be classified as being 

in the Romantic tradition. The vocabulary and philosophy 

which are qualities of her poetry are also evident in her 

criticism. She selects the work that she criticizes with 

her own philosophic position in mind and measures both prose 

and poetry against that philosophy in language that is often 

reminiscent of her poetic vocabulary. The titles of her 

critical works reveal this predetermined position: Blake 

2 

and Tradition and Defending Ancient Springs, which is a 

collection of essays containing "Traditional Symbolism in 

'Kubla Khan'" and "On the Mythological."^ 

Miss Raine has held her art apart from the prevailing 

trends of modern poetry, and only in early recognition of 

the forthcoming period of "new romanticism" was she noted by 

Kenneth Rexroth as "one of the leading poets of the new 
4 

period." Her work has often been included in poetry anthol-
gies through the years. This fact is misleading, however; 

2 
Kathleen Raine, Blake and Tradition (Princeton: 

Princeton University Press, 1968), I, 1. 
3 
Kathleen Raine, Defending Ancient Springs (London 

Oxford University Press, 1967), pp. 88-123. 

4 
Kenneth Rexroth, The New British Poets (Norfolk, 

Conn.: New Directions, 19*4 8), p"̂  viii. 



the assumption would be that she has received much attention, 

which is not so. She is usually represented by a single 

poem, indicating that the power of her poetry was recognized; 

but that poem may appear under various headings, indicating 

that her poetry was difficult to place within a thematic 

group. Producing poetry since the nineteen-thirties, she 

has only recently reached the position that makes her able 

to state: "'I refuse to be anthologized with poets whose 

^answer to the question "What is Man?" is other than the 
5 

Christian and perennial view of spirit, soul and body.'" 

This statement is indicative of the rigidity of her standards 

throughout her life, however, and not an attitude developed 

in the confidence of years of poetic life. G. S. Eraser, in 

a critical essay on Raine included in Contemporary Poets of 

the English Language, concludes: "Only a very proud and 

passionate woman would wage such a stern war, through all 

her work, against human pride and passion. These are the 

poems of a sybil, perhaps, of a rapt visionary, but not of 

a saint." 

Throughout the literary criticism on modern poetry 

references are made to Raine, but there are surprisingly few 

5 
Rosalie Murphy, ed., Contemporary Poets of the English 

Language (New York: St. Martin's Press, 1970), p. 885. 

^Ibid., p. 886. 



actual criticisms of her work. Usual references are to her 

nature poems or scholarship and to her similarity to Blake. 

Three critics who actually investigate her poetry are Hazard 

Adams, Evans Owen, and Ralph J. Mills, Jr. Hazard Adams 

noted that Raine's poetry has not been read in the United 
7 

States as it deserves. The numerous critical essays by 

Raine that appear in The Sewanee Review, Poetry, Southern 

Review, and Texas Quarterly indicate that her criticism has 

been more widely read than her poetry in this country. Un

like many modern critic-poets, her essays do not establish 

a theory of critical analysis of poetry but rather an alle

giance to romantic philosophy in poetry. 

Miss Raine's childhood years in rugged Northumberland 

are given importance in the autobiographical sketch for Con-
g 

temporary Poets of the English Language. The poet found 

that the elements of nature which are so important to her 

poetry are rooted in that region. At Cambridge, she studied 

the natural sciences, and terms from these sciences infuse 

the language of all her poetry. 

While at Cambridge, she became involved with a group 

of young poets under the leadership of William Empson. 

7 
Hazard Adams, "The Poetry of Kathleen Raine: Enchant

ress and Medium," University of Texas Studies in English, 37 
(1958), 114. 

^Murphy, p. 885. 



Though not as well known as their contemporaries at Oxford--

W. H. Auden, C. Day-Lewis, Stephen Spender—this Cambridge 

group had distinctive attributes of its own, Rexroth la

beled this group as the Cambridge metaphysicals and wrote: 

"At utilitarian Cambridge . , . there is more than a suspi

cion that they believed that you could write poetry from a 

formula, and that, if you searched hard enough and with 

scientific methods learned from Ogden and Richards, you were 

sure to find the formula, what with all our modern advan-
9 

tages." This Cambridge group included Charles Madge, whom 

Miss Raine married. Miss Raine claims that she was always 

intellectually opposed to the idea of a recipe for writing 

poetry, to the influence of John Donne, and to I. A. Rich

ard's early philosophy of poetry, but her close association 

with the group must be noted. Rexroth supports her claim 

by saying: "Originally the youngest member of the Cambridge 

group, her work has always seemed far more intense and ethe

real than theirs." 

Rexroth delineated the trends of poetry in the nineteen-

forties, but only slight similarities can be drawn between 

the poetry of Raine and the qualities that identify those 

9 
Rexroth, p. viii. 

Raine, Defending Ancient Springs, p. 10 5 

Rexroth, p. xxxi. 



trends. The Oxford group of W. H. Auden was well-known 

while Raine was at Cambridge. Though aware of their work, 

she had little in common with them. The Cambridge metaphys

ical group led by William Empson counted her as a member, 

but she quickly drew away from their influence. The Objec-

tivist group of Geoffrey Grigson produced realistic inven

tories attempting to define reality precisely. Kathleen 

Raine's purpose in poetry was to treat the abstract. The 

Apocalyptic School of Dylan Thomas did emphasize myth which 

has always been a strong element of Raine's poetry. The 

Surrealist group of Breton explored the unconscious and sub

conscious revealed by Freud. Miss Raine's appreciation of 

Jung's theories is her only similarity to this group. The 

Scots Renascence led by High Macdiarmid stressed return to 

earlier language and tradition which may be compared to 

Raine's love of tradition and her love for the wild North-

12 

umberland countryside. 

The nineteen-forties saw the first brief flourishing of 

the "new romanticism" in poetry; and in 1946, Stephen Spen

der noted: "Kathleen Raine is a poet of genuine intensity 

who writes poems which often have a hard gemlike transpar

ency. Her volume Stone and Flower published in 19 43 at once 

12 
Ibid., pp. vii-xxxviii. 



13 established her reputation." The poetry produced during 

the war years was the subject of Spender's work, and the in

clusion of Raine could have been based not only on Stone and 

Flower which included poems written from 19 35 to 19 43 but 

also on poetry of a war theme which she wrote during the war 

years. "New Year 1943" and other war poems were omitted 

from her Collected Poems in 19 56 because as she stated in 

the preface: "War, religion, and love all present them

selves as serious and important matters, but no poet is to 

14 be forgiven who allows himself to be duped." Rexroth, in 

the late 'forties, placed Kathleen Raine " . . . amongst the 

best poets writing in England today." 

Recognition of Kathleen Raine as a poet was firmly 

established by the nineteen-fifties. In Scott-James's an

thology of literature of the first half of this century, 

16 
only two women poets were included, one of whom was Raine. 

In a volume of essays entitled The Arts at Mid-Century, Miss 

Stephen Spender, Poetry Since 1939 (London: Long
mans, Green and Co., 1946), p. 41. 

14 
Raine, Collected Poems, p. xxiv. 

15 
Rexroth, p. xxxi. 

"'•̂R. A. Scott-James, Fifty Years of English Literature 
1900-1950 (London: Longmans, Green and Co., 1951), p. 222. 
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17 Raine contributed "English Poetry at Mid-Century." She 

found little in the poetry of the period that was of great 

value: "Perhaps in retrospect the early nineteen-fifties 

will be seen to have an importance in the history of English 

18 poetry that is at present not apparent." Other evidence 

that Kathleen Raine did not find the nineteen-fifties a 

period of poetic achievement is seen in the publication of 

her Collected Poems in 1956 with no new poetry published in 

19 the decade. In reviewing Miss Raine's Collected Poems, 

Anne Ridler expressed disappointment that no new poetry had 

been offered and suggested the lack was caused not by the 

middle age of the century but by the middle age of the poet 

herself. Miss Ridler did note the flawless technique and 

20 

strong single pantheistic theme of all of Raine's poetry. 

Another review of Collected Poems in 1957 by Harriet Zinnes 

found fault with Miss Raine's preface which rejected the use 

of personal emotion. Though little attention was given to 

the poetry, the critic did note the success of those poems 

Kathleen Raine, "English Poetry at Mid-Century," in 
The Arts at Mid-Century, ed. Robert Richman (New York: 
Horizon Press, 1954), pp. 214-220. 

•'•̂ Ibid. , p. 214. 

19 • • • 

Raine, Collected Poems, p. xiii. 

on 

Anne Ridler, "Kathleen Raine," The London Magazine, 
3 (June 1956), 84. 



21 
with a pantheistic theme. However, the publication of The 

22 

Pythoness and Other Poems in 19 49, in addition to the Col

lected Poems, led to the appearance of several critical ar

ticles on Raine's poetry in the 'fifties. Dudley Fitts re

viewed The Pythoness and Other Poems in 195 2 with concen

tration on the style of her poetry and commented that " . . . 
23 

she is a craftsman of a very high order. . . . " In the 

same year, Evan Owen reviewed all the poetry of Raine ex

ploring her scientific background, her mysticism, and the 
24 femininity of her poetry. 

While in 1951, Scott-James commented that Raine "eschews 
25 

most of the mannerisms of the moderns," by 19 57, Donald 
Justice wrote " . . . Miss Raine conscientiously avoids the 

26 
period style. . . ." But both Scott-James and Justice 

"̂'"Harriet Zinnes, "Collected Poems Reviewed," Prairie 
Schooner, 31 (Winter 1957), 292. 

^^Kathleen Raine, The Pythoness and Other Poems (London 
Hamish Hamilton, 1949), p. 1. 

"̂̂ Dudley Fitts, "In Minute Particulars," New Republic, 
127 (Oct. 6, 1952), 27. 

"̂̂ Evan Owen, "The Poetry of Kathleen Raine," Poetry, 
80 (April 1952), 32-35. 

25 
Scott-James, p. 222. 

^^Donald Justice, "Sacred and Secular," Poetry, 91 
(Oct. 1957), 43. 
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noted mysticism as the strongest element of her poetry; and 

Justice, after examining her symbolism, labeled her a "primi-

27 

tive mystic." 

With the surge of interest in Blake and in Jung's arche

typal symbolism. Miss Raine's poetry received greater atten

tion with deeper understanding in the nineteen-sixties. In 

1958, Hazard Adams, after thorough examination, found her 

poetry presented ". . . a critical commentary on modern 
28 life. . . . " In 19 60, M. L. Rosenthal included Raine's 

"Lyric" in a discussion of symbolism along with poems of 

29 
Blake and Yeats. H. Nemerov explored Raine's skillful use 
of language commenting: "Kathleen Raine's new poetry shows 

30 

a mastery of the most difficult simplicities." 

In the nineteen-sixties. Miss Raine contributed many 

critical essays to literary periodicals. In 1965, after a 

decade of poetic silence, she published The Hollow Hill and 
31 Other Poems. 

^^Ibid., p. 42. 

2 8 
Adams, p. 126. 

OQ . . _ 

M. L. Rosenthal, The Modern Poet: A Critical Intro
duction (New York: Oxford Univ. Press, 1960), p. 15. 

'̂̂ Howard Nemerov, "Seven Poets and the Language," in 
Poetry and Fiction: Essays (New Brunswick: Rutgers Univ. 
Press, 1963), p. 213. 

'̂ •'"Kathleen Raine, The Hollow Hill and Other Poems 1960-
1964 (London: Hamish Hamilton, 196 5), p. 1. 
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In 1967, Robin Skelton wrote: " . . . few poets of the 

twentieth century have been able to get away with the spell 

form, or with the obsessive use of archetypal symbolism. 

The reason is not far to seek. The spell, for us to believe 

in it, demands our assent before we start; the poem commands 

our assent by the perspicacity of its vision and the per

suasiveness of its structure. Of living poets only Kathleen 

Raine has successfully combined spell and poem into one 

32 

totally convincing whole." 

A pamphlet entitled Kathleen Raine: A Critical Essay 

by Ralph Mills, Jr. also appeared in 19 67. This essay is 

the most comprehensive treatment of the poetry of Kathleen 

Raine yet attempted. The judgments of Mills are sound and 

well documented although an intrusive element is seen which 

tries to make Raine's poetry conform to the parent series 

to which this essay is obligated for publication: Contem

porary Writers in Christian Perspective. Mills recognized 

the unique simplicity of Miss Raine's poetry in comparison 

to the techniques of the modernist movement and stated that 

". . . its plain and direct character, its literalness of a 
33 kind, set it to the side of that literary mainstream." 

32 
Robin Skelton, "Brittannia's Muse Awakening," Massa

chusetts Review, 8 (Spring 1967), 360. 
•̂ "̂ Ralph J. Mills, Kathleen Raine: A Critical Essay, 

Contemporary Writers in Christian Perspective (Grand Rapids 
William B. Eerdmans Pub. Co., 1967), pp. 5-6. 
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Thomas Blackburn in a 1969 article entitled "Poetry To

day" listed Raine as "another visionary poet of power," and 

he added: " . . . the vision of Kathleen Raine is both deep-

34 ly felt and completely realized. . . . " 

F. M. Kuna listed many titles of modern poetry in 1970, 

among which was The Pythoness, to illustrate the " . . . con

temporary concern in poetry with plants and beasts, expres-

35 sive of the general myth-consciousness today. . . . " 

Perhaps the most perceptive comments about Raine's po

etry have been made over a twenty-year period by G. S. 

Fraser. As early as 1953, he saw precisely what use Kath

leen Raine intended for her archetypal symbols and emotive 

36 

language. He analyzed some individual poems of Raine, and 

in 1959, in a study of modern poetry, Fraser mentioned poet

ry that demonstrated " . . . profound personal spiritual ex

perience; such as one finds in some short poems of Miss 

Kathleen Raine' s ." "̂"̂  The biographical insight of Raine that 

•̂ T̂homas Blackburn, "Poetry Today," English, 18 (Spring 
1969), 17. 

^^F. M. Kuna, "A New Myth-Consciousness in Contemporary 
English Poetry," English Studies, 51 (June 1970), 220. 

^^G, S. Fraser, The Modern Writer and his World: Con
tinuity and Innovation in Twentieth Century English Litera
ture (1953: rpt. New York: Frederick A. Praeger, 1965), 
p. 327. 

"̂̂ G. S. Fraser, Vision and Rhetoric: Studies i_n Modern 
Poetry (New York: Barnes and Noble, Inc., 1959), p. 168. 
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appeared in Contemporary Poets of the English Language in 

38 19 70 was written by Fraser. 

To a poet who has been faithful to a romantic philoso

phy for thirty years, there must be satisfaction, however 

wry, to read in 19 67, M. L. Rosenthal's conclusion: " . . . 

the point of view that modern poetry expresses toward life 

39 in general is that of a Romantic aestheticism." This 

"new romanticism" of poetry of the nineteen-sixties and 

nineteen-seventies emphasizes the importance of tradition, 

myth, and symbol, elements which have been important to Miss 

Raine's poetry for thirty years. Richard Foster in The New 

Romantics: A Reappraisal of the New Criticism traced the 

changes of I. A. Richards, Allen Tate, Eliseo Vivas, R. P. 

Blackmur, and John Crowe Ransom from their early positions 

40 
in New Criticism to their later romantic inclinations. 

Foster attempted to establish a definition of Romanticism by 

listing romantic tenets of these five moderns alongside ones 

of Shelley, Coleridge, Arnold, Wordsworth, and others to 

^^Murphy, pp. 885-886. 

^^M. L. Rosenthal, The New Poets: American and British 
Poetry Since World War ^ (New York: Oxford Univ. Press, 
1967), p. 13. 

"̂ R̂ichard Foster, The New Romantics: A Reappraisal of 
the New Criticism (Bloomington: Indiana Univ. Press, 1962), 
p. 33. 
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stress the similarity of modern and early Romanticism; he 

reduced all these tenets to three basic premises. The first, 

which Foster attributes to Hoyt Trowbridge, a modern critic, 

is that romantic language " . . . ranging from 'dialectic' to 

incantation, will usually display an impatience with the re

strictions and inadequacies of 'rational' and 'logical' dis

course. It will proceed from a faith, however indeterminate, 

41 rather than from a skepticism. . . . " The second premise 

is that Romanticism assumes the emotions are the source of 

42 man's "knowing, meaning, even being." The third premise, 

attributed to R. P. Blackmur, is that the object of romantic 

philosophy is an unknown mystery, which by the fact that it 

is unknown somehow becomes enticingly dangerous and "illic

it."^^ 

These three romantic premises and their ramifications 

will provide the guage by which romantic elements in the po

etry of Kathleen Raine will be measured. In Chapters Two 

and Three, Miss Raine's use of emotion and her use of poetic 

language will be discussed. In Chapter Four, the various 

means in her search for the unknown will be traced. In 

Ibid. 

42 
Ibid. 

Ibid., p. 34 
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conclusion, from among the romantic elements considered, 

those of major importance will be reconsidered as contribu

tors to the unique poetry of Kathleen Raine. 



CHAPTER II 

THE USE OF EMOTION 

The use of emotion is perhaps the most common element 

of Romanticism. Tracing the use of emotion in the poetry 

of Kathleen Raine is interesting not because of the variety 

of emotional levels in her work but because of the emotional 

restrictions she enforces upon her work. Miss Raine caused 

a reaction in the poetic world with the publication of the 

preface which accompanied The Collected Poems of Kathleen 

Raine in 1956. Miss Raine stated in the preface that she 

selected the poems for the volume from previous work by re

jecting poems that had religious themes, poems that con

tained personal love themes, and poems that were occasional 

pieces. Miss Raine explained briefly that she felt her 

vision was forced when ecclesiastical symbols were used, and 

she eliminated love poems of a personal nature because ". . 

whatever in love is personal and not imaginative, matters 
2 

not at all." The occasional poems that were discarded were 

Kathleen Raine, The Collected Poems of Kathleen Raine 
(London: Hamish Hamilton, 1956), p. 1. 

2 
Ibid., p. xiv. 

16 
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usually about the war, but her basis for rejecting those was 

somewhat broader, including " . . . poems descriptive of 

events in place and time as such.""̂  Miss Raine did not ex

plain in detail the basis for retaining certain poems, and 

her bluntly stated rejection standards offended many critics 

and poets. 

Anne Ridler reviewed Raine's Collected Poems with as 

many references to the preface as to the poetry. Referring 

to the discarded poems. Miss Ridler commented: "I am sorry 

to see some of these poems go . . .; our judgment on our own 

outgrown selves is not always infallible." Miss Ridler 

also noted that religious symbolism had been "scornfully 

5 discarded." In direct reference to the preface itself. 

Miss Ridler stated: "The dogmatism of her prose is not so 

easily acceptable." Although the standards in the preface 

were applied to her own poetry, Raine stated these standards 

in an uncompromising manner that left little doubt that she 

would apply them to other poetry as well. Ridler's label of 

^Ibid. 

Anne Ridler, "Kathleen Raine," The London Magazine, 3 
(June 1956), 83. 

^Ibid. 

Ibid., p. 84. 
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dogmatism is compatible with the standards of Raine with the 

attachment of the definition of dogma by Carl Jung whose 

ideas have had strong influence on Raine: "Dogma takes the 

place of the collective unconscious by formulating its con-
7 

tents on a grand scale." Miss Raine's efforts to retain 

poetry of an imaginative and timeless quality place her 

exacting standards on the level of a "grand scale." 

Harriet Zinnes, another reviewer, found the preface 

offensive in its rejection of human emotion: "The vision is 
g 

joyless, too suggestive of disgust for man. . . . " Miss 

Zinnes quoted several poems to illustrate that the use of 

emotion was a valid quality. However, Miss Zinnes referred 

only to poetry included and neglected to examine the emo-
9 

tional poetry that had been rejected. Miss Ridler, who was 

familiar with the rejected poetry as well as that which was 

included, admitted that, while she disagreed with the stan

dards Raine used for rejection, she agreed with the selec

tions that were made. A close examination of the 

Carl G. Jung, The Archetypes and the Collective Uncon
scious, trans. R. F. C. Hull, in Th£ Collected Works of_ C. 
G. Jung, Bollingen Series XX, Vol. 9 (New York: Pantheon 
Books, Inc., 1959), p. 12. 

^Harriet Zinnes, "Collected Poems Reviewed," Prairie 
Schooner, 31 (Winter 1957), 290. 

^Ibid., pp. 290-292. 

•^^Ridler, p. 83. 
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exclusions reveals that Miss Raine pruned the weak from the 

selections with sure instinct. The distinction that Miss 

Raine made between personal emotion and "imaginative" emo

tion is the important standard; she did not reject emotion. 

An example stanza from "The End of Love" that Miss Zinnes 

quoted was kept in Collected Poems: 

Now he is gone 
Why should I mourn 
My true love more 
than mud or stone?-'--̂  

This poem ties a personal loss to that of eternal loss which 

gives it a wider reference. The last stanza of "The Messen

ger," a poem which was rejected, is also about a lost love, 

but the emphasis remains on a personal level: 

You came in anger, and at night 
And in my grief and pain 
The words of love I could not find. 

Now, the little time we had, is over 
And I am left with an undelivered letter 
From heaven to you, my darling.-'-̂  

The total quality of the two poems is not comparable, but 

that factor figures in all the exclusions Raine made. Fur

ther illustration of the correctness of Raine's evaluations 

can be seen in the ecclesiastical poetry that was omitted. 

Raine, Collected Poems, p. 107. 

12 
Kathleen Raine, Stone and Flower: Poems 1935-43 

(London: Harrison and Sons, Ltd. of St. Martin's Lane, 
1945), p. 64. 
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Donald Justice felt that mysticism was the strongest element 

of Raine's Collected Poems. He labeled this mysticism "pre-

institutional" because he believed that she reached back to

ward creation when she eliminated ecclesiastical symbols 

from her poetry. Justice approved all the rejections feel-

ing that no good poems were left out. 

An ecclesiastical poem that was included in Raine's 

Collected Poems is "The Holy Shroud." This poem also quali

fied as an occasional piece according to Frederick Grubb who 

reported that it was written after Cardinal Montini preached 

14 a sermon about the alleged shroud of Christ. The last 

four lines of the poem are: 

That face of man 
Un-knows us now; whatever being passed 
Beyond that holy shroud into the mind of God 
No longer sees this earth: we are alone.-^^ 

Grubb found this the most shocking of Raine's poems. In 

1965, when Grubb wrote this criticism, perhaps it was still 

possible to be surprised by the idea that God had withdrawn. 

Emotion in the form of human desolation lends the poem its 

13 
Donald Justice, "Sacred and Secular," Poetry, 91 

(Oct. 1957), 41-42. 
14 
Frederick Grubb, A Vision of Reality: A Study of 

Liberalism in Twentieth Century Verse (London: Chatto and 
William Windus, 1965), p. 114. 

15 
Raine, Collected Poems, p. 151. 
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power. The poem seems to reiterate Raine's remark in the 

preface that Christian symbolism was no longer "pure" for 

16 her. Grubb seemed to be replying to this statement with 

". . . the seriousness of The Holy Shroud depends on the 

fact that, if not 'true,' Christianity is still an awesome 

17 force which demands to be reckoned with." Although the 

reason for keeping the poem may have been not that it was 

startling, but rather that it was fine, not that a force 

demanded treatment, but that the theme of the Lost God was 

forceful, the poem remains effective. 

The "Annunciation" was rejected. Perhaps the reason 

lies in the obvious symbolism in the last three lines: 

There is no more than this 
Our daily bread, our weeping 
Bleeding and worshipping heart.•'•8 

The discarded occasional poetry is the most plainly 

correct rejection Raine made. Some of these poems are on 

topics more suited to the W. H. Auden school than to a poet 

who claims to have moved far away from that type of poetry. 

An example of this is "Worry about Money," which in 

Ibid., p. xiv. 

•̂ "̂ Grubb, p. 114. 

^^Kathleen Raine, Living in Time (London: Editions Po
etry London, 19 46), p. 7. 
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exaggerated fashion illustrates a weak quality that Raine 

recognized: 

Wearing worry about money like a hair shirt 
I lie down in my bed and wrestle with my angel. 

My bank-manager could not sanction my continuance 
for another day 

But life itself wakes me each morning. . . .^^ 

Miss Zinnes criticized Raine for making no use of "mundane 

20 

experiences." The lines from "Worry about Money" are cer

tainly based on a mundane experience, but the poem, along

side the usually excellent poetry of Kathleen Raine, stands 

like a blemish. 

The scientific language and strict control of Raine 

give her best poetry great strength, and that strength is 

often seen in poems that explore the feminine role. Male 

critics especially take note of the femininity of the poet. 

Frederick Grubb wrote: "The virtue of the poems is: this 

21 scientist is feminine in a rare sense." The many facets 

of the emotion of love from a woman's viewpoint have been 

explored throughout Raine's poetry. An early example can be 

found in "Love Poem," which was written before 1943, in the 

•^Kathleen Raine, The Pythoness and Other Poems (London 
Hamish Hamilton, 1949), p. 24. 

^^Zinnes, p. 290. 

^•^Grubb, p. 106. 
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line: "Yours is the face that the earth turns to me,"^^ and 

twenty-five years later in "Six Dreams," written in 196 8: 

I did not think to see them once again. 
For what could bring into an old woman's dream 
Canova's immarcescible marble lovers?23 

The physical nature of love appears in "Red Light," in which 
O A 

Foltinek found "love spiritual as well as sensual." 

The role of woman as mother provides the emotional 

theme of some of Raine's poetry. "Maternal Grief" contains 

the lines: "I am not human,/ How shall I feed my hungry 
25 

children?" The title of "Kore in Hades" reveals a ma-
26 

ternal relationship. Foltinek saw this theme in Raine's 
"Transit of the Gods," and wrote: " . . . the myths of old 

vegetation gods seem to reflect the different stages in the 

27 

life of woman." Though he did not note the emotion of 

love. Hazard Adams found Raine's best poetry protrayed fe

male powers and female attitudes. 

22 
Raine, Collected Poems, p. 41. 

23 
Kathleen Raine, Six Dreams and Other Poems (London: 

Enitharmon Press, 1968), n. pag., poem III. 
24 
H. Foltinek, "The Primitive Element m the Poetry of 

Kathleen Raine," English Studies, 42 (Feb. 1961), 17. 
25 
Raine, Collected Poems, p. 8. 

26 
Kathleen Raine, The Hollow Hill and Other Poems 1960-

1964 (London: Hamish Hamilton, 1965), p. 6. 
27 
Foltinek, p. 16. 

2 8 
Hazard Adams, "The Poetry of Kathleen Raine: Enchant

ress and Medium," University of Texas Studies in English, 37 
(1958), 116. 
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But the most powerful of Raine's poems about the emo

tion of love do not present woman in the single capacity of 

lover or mother, but the emotion grows more complex as woman 

appears as life-giver, the archetypal woman. In "A Certain 

Moist Nature . . .," the poet speaks as: "A cloud of woman 

29 
drawn up from the bitter sea." The poet speaks in the 
first person again in "Nativity": 

Through the hole in my body 
I bleed away 
Through a void as vast 
As the lack of love.-̂ ^ 

And in "The Pythoness," the archetypal woman grows more ob

vious: "I am that serpent-haunted cave/ I'Those naval breeds 

the fates of men," and in the last stanza, "I am that feared 

31 

and longed-for burning place." 

The identification of the poet with the woman image in 

her poetry has been noted by Evan Owen: "Kathleen Raine 

. . . identifies herself with the rose and with the fire. 

She is natural love and passion, lust and pain, the womb and 
32 

the seed." But Owen considered this identification a 

29 
Raine, Hollow Hill, p. 3. 

30 
Raine, Pythoness, p. 45. 

31 
Ibid., p. 37. 

32 
Evan Owen, "The Poetry of Kathleen Raine," Poetry, 80 

(April 1952), 32-36. 
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fault because he continued: "It would appear . . . women 

cannot attain that degree of aloofness necessary to the pro-

33 

duction of the superlative in poetry." Owen should have 

been pleased by the effort toward aloofness that Raine re

vealed in the preface to her Collected Poems. 

The discovery of sentiment in the poems of Kathleen 

Raine is startling when a reader knows the poet is capable 

of evoking strong emotion directly. This occurs frequently 

in her early poetry, for instance in section three of "Fata 

Morgana," which was published in May 1937, the last stanza 

reads: 
It is remarkable to dream so much 
And yet wake up to spend another day 
With all the people we can only touch 
With tales of long ago and far away.^^ 

This degeneration into sentiment occurs again in 19 41, when 

Raine wrote: "Like green leaves on a tree we grow,/ But 

35 
each must fall and fade alone." And in 1949, the line 

36 
occurs: "My shoulders bow under an invisible weight." 

Several critics have noted this flaw in Raine's poetry and 

33 
Ibid., p. 35. 

^^Kathleen Raine, "Fata Morgana III," New Verse, 25 
(May 1937; rpt. New York: Kraus Rpt. Corp., 1966), 9. 

35 
Raine, Living in Time, p. 1. 

3 6 
Raine, Pythoness, p. 25. 
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have usually attributed it to her choice of words or expres

sions. Anne Ridler stated: "There were times in the earli

er books when her use of words like eternity in an emotive 

rather than an intellectual way, and her reliance on much-

worn symbols, such as that of the rose, without revivifying 

them, led to vagueness, even to sentimentality."^^ Ridler's 

reference to the rose is very fair criticism of Raine's 

volume Living in Time, which contains six poems almost in 

sequence that refer to the rose in their last lines. In 

"The Unseen Rose," the last line states: " . . . the heart 

of the still world is my rose.""^^ In "Infinite," the last 

three lines are: 

Where love the infinite eternal rose 
Fills with its implicated whorls 

The hierarchies of being with its petals.^^ 

In "Heaven's Immanence," the last two lines contain the sym

bol: "And Mary who has no longing, in her arms/ Holds all 
40 heaven in earth's unfolded rose." Appearing at the end 

of these poems, the rose remains an unawakened symbol and 

becomes a solution too easily attained. In "Winged Eros," 

^'^Ridler, p. 84. 

3 8 

Raine, Living in Time, p. 29 

^^Ibid., p. 30. 

Ibid., p. 31. 
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the last stanza reads: 

Rose die his veins in crimson of your blood. 
Rose at his heart your mystery unfold 
And with your sharp thorns wound him with desire. ̂ -̂  

In "The Goddess," the last line is: "The gate of Heaven, 

42 
the ever-virgin rose." And in "The Rose," the last two 

lines state: "And in the heart of Heaven what lives, what 

43 
grows?/ The heart of Heaven is the rose, the rose I" The 

fact that Raine omitted all of these except "Winged Eros" 

from her Collected Poems indicates that she recognized the 

failure of the symbol to awaken response, but the rose ap

pears again in a later volume Hollow Hill in a poem entitled 

"Rose," of which the first line reads: "Gather while you 

may." Although the effect of these poems does not rise 

above sentiment, the repetitious use of the symbol and the 

use of familiar poetic words should not be considered care

less errors but simply failures in an attempt to reach a 

goal. 

Other critics have commented on similar flaws. Grubb 

labeled a line from "The London Fire Raids," which is among 

^-^Ibid. , p. 34. 

"^^Ibid. , p. 35. 

"̂ -̂ Ibid. , p. 36. 

"^^Raine, Hollow Hill, p. 7 
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Raine's poetry of the 'forties as "too general and too pre-

45 clous to be relevant." Robin Skelton reviewed Raine's 

Hollow Hill in 1967, and pointed out the repetitious use of 

46 "words and formulae." He also added, ". . .so many of 

the epithets are tired and so many of the climaxes predict-

47 able that I find myself saddened." Grubb made the same 

criticism of "Invocation," which appeared in Raine's ear

liest volume Stone and Flower: " . . . the psychological 

motif is valid to the point of being trite, nor is the treat

ment complicated or impersonal enough to make it interest-

48 ing." The triteness may be the result of the wording of 

four lines: 

the poem is in the upper air 
above the foggy atmosphere 
it hovers, a spirit 
that I would make incarnate.^^ 

Not only is the poet calling upon forces in the sam.e manner 

as Lady Macbeth did, but the words are very similar to the 

chanting of Macbeth's witches: "Fair is foul and foul is 

'^^Grubb, p. 109. 

^^Robin Skelton, "Brittannia's Muse Awakening," Mass
achusetts Review, 8 (Spring 1967), 360. 

"̂ Îbid. , p. 361. 

"^^Grubb, p. 107. 

Raine, Stone and Flower, p. 10. 
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Fair:/ Hover through the fog and filthy air."^^ 

A poet whose constant concern has been for control and 

restriction of personal emotion cannot have been unaware of 

sentiment as it appeared or phrases that remained trite. 

The elimination of many of these from her Collected Poems 

still does not explain why they were written and published. 

One answer has to be found in the development process that 

most poets undergo. Another, and more important, is the 

purpose for which Miss Raine writes: "It is the poet's task 

not only to enshrine and transmit, but to renew, recreate, 

51 and revitalize this tradition." The tradition to which 

Raine refers is her belief that certain themes based on the 

ideas of Plato do not change in value and should form the 

themes of modern poetry. With this duty in mind, sentiment 

takes on new depth. The fact that it is manufactured emo

tion remains, but that manufacturing can only occur if gen

eral knowledge accepts the response as too obvious, too un

important, too frequently used, too true. The possibility 

exists that areas of sentiment cover the traditional themes 

which Raine attempts to project. To reach the underlying 

50 
Hardin Craig, ed., The Complete Works of Shakespeare 

(Chicago: Scott, Foresman and Co., 1951), p. 1046. 

•̂''Kathleen Raine, "An Epic Poet," Poetry, 101 (March 
1963), 430. 
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theme, Raine uses not only the sentiment but also the very 

words that mark that sentiment. This deliberate walk along 

the edge of prosaic verse often results in failure, but this 

same poet writes verses so powerful that they were said by 

Howard Sergeant to contain a depth that " . . . camouflaged 

by the simplicity of her thought and language, catches the 

52 
reader unprepared." 

The most arresting poetry of Kathleen Raine seems to 

contain the same emotion, a cold elemental fear. This fear 

is usually treated as an element of the human condition and 

not as a response. Grubb has noted that Raine has "the 

53 
scientist's wariness before emotion." However, fear oc
curs directly in "Introspection": 

If you go deep 
Into the heart 
What do you find there? 
Fear, fear.54 

Fear is more often treated indirectly in Raine's poetry. 

Grubb found that " . . . instead of starting with a condi

tion—love, sorrow, estrangement, sleep, anger, the need for 

roots—and ransacking the environment for illustrations. 

^^Howard Sergeant, "Religion in Modern British Poetry: 
Some Individualist Poets," Aryan Path, 37 (Oct. 1966), 462. 

^•^Grubb, p. 106. 

54 
Raine, Collected Poems, p. 167. 
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Miss Raine singles out those qualities of nature which are 

55 
. . . ordered into action." In "The Loch," this process 

seems to have been used: 

High, high and still 
Pale water mirrors 
Thin air and still the high 
Summit at rest in white 
Water-spaces empty as thought. 

Soul remains 
High and lonely 
While blood runs 
Down by the easy 
Ways of sorrow.^^ 

The fearful aspect of this lonely position created by the 

poet can also be seen in "The Rock," which contains perhaps 

the most powerful single line in all Raine's poetry: "There 

57 is stone in me that knows stone." The association of the 

elements to the human being creates a primitive, instinctive 

feeling of fear. 

These indirect evocations of fear occasionally are 

exaggerated and result in terror or repugnance. Grubb mark

ed in "The Journey," the use of the " . . . menacing macabre 

which coming from such a proud, meticulous sensualist, is 

Grubb, p. 112. 

Raine, Hollow Hill, p. 10. 

57 
Raine, Collected Poems, p. 164 
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5 8 honest. . . . " The poem traces a journey in which the 

poet finds herself an integral part of fossils and deaths in 

59 the line: "Where now my heart rots in the ground." She 

identifies with beasts in one stanza which states: 

I was the dying animal 
Whose cold eye closes on a jagged thorn. 
Whose carcass soon is choked with moss. 
Whose skull is hidden by the fern.^^ 

Lines such as these occur frequently enough that Kenneth 
61 

Rexroth found Raine "a little barbarous and Poe-esque." 

Lines in "Nativity" such as "Slimed with not blood/ My stone 
fi 9 6 3 

is born" are labeled by Fitts as "mystical brutality." 

Often-quoted lines from "Lyric" demonstrate the poet's 

creation of a world of stated relationships which only 

heighten the solitude of the human situation: "A bird sings 
64 

on a matin tree/ 'Once such a bird was I.'" In "At the 

^^Grubb, p. 110. 

^^Raine, Collected Poems, p. 101 

Ibid. 

^•'•Kenneth Rexro th , The New B r i t i s h Poe t s (Norfolk , 
Conn. : New D i r e c t i o n s , 1948) , p . v i i i . 

6 2 
Raine, Pythoness, p. 44. 

^^Dudley Fitts, "In Minute Particulars," New Republic, 
127 (Oct. 6, 1952), 27. 

6 4 
Raine, Stone and Flower, p. 7. 
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Waterfall," the poet speaks in the same vein: "I have heard 

6 S 
too much silence,/ listened too long to the mute sky." 

This isolated view of human desolation tinged with scientif

ic realism is found in Raine's best poetry. In "Pas Perdus," 

the poet includes the reader in a plea for the gift of ". . . 

the eternal present of your days/ To u s , earth's disinherited 

generation." 

Kathleen Raine has entitled several poems "The Moment." 

The 19 52 version from her volume The Year One provides the 

final example of the poet's use of emotion which does not 

degenerate into sentiment but awakens a feeling of familiar 

truth: 

The sun that rose 
From the sea this morning 
Will never return. 
For the broadcast light 
That brightens the leaves 
And glances on water 
Will travel tonight 
On its long journey 
Out of the universe. 
Never this sun. 
This world, and never 
Again this watcher.67 

^^Raine, Collected Poems, p. 22 

^^Ibid., p. 56. 

^^Ibid., p. 171 



CHAPTER III 

THE USE OF POETIC LANGUAGE 

The simplicity that marks all great art has provided a 

gauge in Kathleen Raine's search for a symbolic vocabulary 

for her poetry. Miss Raine has stated her belief that ". . . 

there is a traditional language of symbols, . . . a received 

and common language of poetry, mythology, and philosophy.""^ 

Miss Raine's belief that this traditional language of sym

bols can be learned and is common to written art has re

sulted in the use of familiar phrases and references, of 

repetition of certain words and symbols, and of simple, even 

incantatory, rhythms, Hoyt Trowbridge might have been writ

ing about Miss Raine's poetry alone when he stated that the 

poetic language of Romanticism " . . . ranging from 'dialec

tic' to incantation, will usually display an impatience with 

the restrictions and inadequacies of 'rational' and 'logical' 

discourse. It will proceed from a faith, however indetermi-
2 

nate, rather than from a skepticism. . . . " Miss Raine has 

Kathleen Raine, "A Traditional Language of Symbols," 
Listener, 60 (Oct. 9, 1958), 559-560. 

2 
Richard Foster, The New Romantics: A Reappraisal of 

the New Criticism (Bloomington: Indiana Univ. Press, 1962), 
p. 33. 

34 
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no patience with other theories of symbols. In an essay, 

she dismissed them rather summarily: "In the academic world 

there are all kinds of theories of symbols, and . . . all 

these are given equal weight and attention. Indeed the more 

wrong the first principles the more ingenious the theories 

have to be; an ingenuity which commands more respect, in 

some quarters, than does the higher faculty of immediate 
3 

perception of intelligibles." 

The first noticeable language in Miss Raine's poetry 

is scientific terms which are the result of her discipline 

in biology while at Cambridge. These terms would not ordi

narily be considered romantic language, but Miss Raine uses 

the terms as symbols to create an elemental level of nature. 

Occasionally, a word will appear in several poems such as 

nebulae but more often these words appear in clusters as in 

two lines of "Water": "Entities, selves, globules, vase-
4 

shapes, vortices,/ Amoeboid, ovoid, pulsing or ciliate." 

Fitts was annoyed by the use of these terms in "The Human 

Form Divine," about which he stated: "She fails . . . when 

she affects the vocabulary of science, of which she is fond. 

At any rate, I find only the grotesque in 'strange monsters. 

Kathleen Raine, Defending Ancient Springs (London: 
Oxford Univ. Press, 1967), p. 118. 

Kathleen Raine, The Collected Poems of Kathleen Raine 
(London: Hamish Hamilton, 1956), p. 165. 
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amoeboid erythrean spawn,' . . ."^ This poem also contains 

such phrases as "alluvium of cartilage," "autonomous cells," 

"alembic," "universal matrix," "molecular hexagons," 

"carbon-chains," "nerve-impulse," "monition of reality," and 

"solar plexus," which in a poem of only thirty lines are 

overwhelming. Evan Owen felt Raine was a victim of her 

scientific background which led her to dissect everything. 

However, Frederick Grubb stated that her scientific terms 

have ". . . a terse, authoritative correctness." 

Words other than scientific terms also appear in repe

tition. Myriad and myriadfold, apotheosis, and whorl appear 

so often that the purpose of the poet seems to be to use the 

word itself without creating symbolism for it. The explana

tion for her use of scientific terminology is revealed in a 

critical article that she wrote: "Fortunately, while liter

alism has invaded poetry and religion, science has itself 

been reaching the end of its tether, and approaching the 

realization that the world of appearances is itself only a 

5 
Dudley Fitts, "In Minute Particulars," New Republic, 

127 (Oct. 6, 1952), 28. 

Evan Owen, "The Poetry of Kathleen Raine," Poetry, 80 
(April 1952), 32. 

7 
Frederick Grubb, A Vision of Reality: A Study of 

Liberalism in Twentieth Century Verse (London: Chatto and 
William Windus, 1965), p. 106. 



37 

kind of symbol of anterior causes." While science may not 

agree with Raine's explanation of the symbol, there can be 

little doubt that her scientific language is an attempt at 

symbolism. 

Raine's poetry has been influenced by other artists, 

but more often in theme than in language. Those artists 

who have influenced her language have played an important 

role in other facets of her literary life as well. She has 

written many critical articles on poets who write in the 

romantic tradition. In her poetry, these poets usually ap

pear in direct reference or by allusion. 

Miss Raine considers Plato the originator of tradi

tional symbolism, and many references occur in Raine's 

poetry to Plate In an early volume, a poem is entitled 
9 

"In Plato's Cave." In the same volume, "Fire" contains 

the Platonic attitude toward fire: "All begins in fire and 

ends in fire." In "Lachesis," a later poem, a direct 

reference to Plato occurs: " . . . Plato taught/ That we 

ourselves have chosen what will befall." Raine noted that 

g 

Raine, Collected Poems, p. 111. 

^Kathleen Raine, The Pythoness and Other Poems (London 
Hamish Hamilton, 1949), p. 33. 

•̂ Îbid. , p. 3. 

•'••'•Kathleen Raine, The Hollow Hill and Other Poems 1960-
1964 (London: Hamish Hamilton, 1965), p. 14. 
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Plato described falling stars as souls, and these lines: 

"I am a diminishing star/ Speeding away/ Out of the universe" 

are found in "The Unloved. ""'"̂  

Dante figures less prominently in the poetry of Raine, 

but Hazard Adams noted his influence: "Working in the sym

bolic tradition of the great religious mystics, of the oc

cultists, of Dante and Blake, Miss Raine has chosen the 

13 personae of the Muse." Dante appears in direct reference 

in "Soliloquies upon Love": "Dante knew love as immeasur-

14 
able absence." And in Ninfa Revisited, one line refers 

15 to "Dante's Paradise." Dante and Vergil seem, by the 

process of identification, to be suggested in "Hollow Hill," 

as Raine describes a dead poet returning in a dream and 

16 
leading her up an ancestral tower to some desired place. 

Although Raine quickly separated herself from the young 

poets at Cambridge who were enthusiasts of Donne, some 

12 
Raine, Collected Poems, p. 134. 

Hazard Adams, "The Poetry of Kathleen Raine: Enchant
ress and Medium," University of Texas Studies in English, 37 
(1958), 126. 

•̂ "̂ Raine, Hollow Hill, p. 63. 

•'•^Kathleen Ra ine , Ninfa R e v i s i t e d (London: Enitharmon 
P r e s s , 1968) , n . pag . 

16 
Raine, Hollow Hill, p. 23. 
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influence from this period is found by critics. Sergeant 

wrote: "In Kathleen Raine's earliest poetry religious 

images and natural phenomena were employed . . . after the 

17 manner of Donne." David Daiches noted the early influence 

of Donne, but he also recognized the presence of Blake which 

has proved to be long-lasting: "Kathleen Raine . . . in 

moving from Donne to Blake, has increasingly aimed at the 

calm and lucid vision, gaining force from a balanced intent-

18 

ness rather than a powerful initial impact." 

Years of scholarship devoted to Blake have caused 

Raine's poetry to be permeated with countless Blakean words 

and symbols, such as the rose which appears so frequently in 

Raine's work. The words or symbols seldom appear without 

the poet's knowledge and are presented in obvious fashion to 

the reader, as were references to Plato and Dante. In 

"Lachesis," Blake stands beside Plato in Raine's listing of 
19 

authorities in: "Lost travellers all, Blake said." Many 

other poems mention Blake by name, and in "Formulation," 

these lines were written: 

•'•̂ Howard Sergeant, "Religion in Modern British Poetry; 
Some Individualist Poets," Aryan Path, 37 (Oct. 1966), 460. 

•'•̂ David Daiches, The Present Age After 1920 (London: 
The Cresset Press, 1958), p. 65. 

1 q 

Raine, Hollow Hill, p. 14. 
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And once in Lambeth a hidden grain of sand 
Held all the world that vision can command. 
The great eternity within a poet's mind.20 

Some of the great English Romantics, Wordsworth, Cole

ridge, Shelley, and Keats, have influenced the poetry of 

Raine in language and in theme. Wordsworth's wise child is 

suggested in: "Do you remember, when you were first a 

21 child,/ Nothing in the world seemed strange to you?" And 

in "The Eternal Child," one line states: "All things seem 

22 
possible to the newborn." In Ninfa Revisited, Wordsworth, 
too, is named: 

In Paradise each man is born; 
The orient wheatfields of Traherne 
Fired by Blake's angel-peopled sun, 
Wordworth's tree, of many one.23 

In prose as well, Raine reveals her attitude toward child

hood: "Perhaps we must go back to childhood to recollect a 

time when we knew how to possess the things we loved. Is it 

not for that lost art that we have all searched . . . the 

24 
love-story of those early years?" 

20 
Raine, Pythoness, p. 14. 

21 
Raine, Collected Poems, p. 173. 

Raine, Hollow Hill, p. 55. 

23 
Raine, Ninfa Revisited, n. pag. 

^^Kathleen Raine, "Flowers," Poetry London, 2, 9 (1943), 
45. 
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Shelley and Coleridge have been treated in much criti

cism by Raine but rarely appear as direct influences on the 

language of her poetry. A very early poem by Raine does 

25 

mention "ozymandias' way" in a stanza about fleeting glory. 

Raine's intense search for satisfactory poetic language is 

comparable to that same search found in the early poetry of 

Keats. In "Soliloquies upon Love," Keats is named: "Keats 

laid upon a warm and bodily breast his star of life,/ Yet 
26 

beauty's shadow touched his lips in death." Raine has a 

deep interest in the poetic treatment of the beautiful, and 

Frederick Grubb noted that her nature poems " . . . are a 

tribute to the scope of Miss Raine's version of Negative 
27 

Capability." Coleridge's fascination with the past has 

caused Raine to include him in her select group of poets 

that have recognized traditional themes. 

Thomas Blackburn commented that " . . . one may gain a 

first impression that her diction is too close to that of 

the great Romantics and is not brought to the heel of the 
p g 

present day." This criticism ignores the intention of ^^Kathleen Raine, "Three Poems," New Verse, 9 (June 
1934; rpt. New York: Kraus Rpt. Corp., 1966), 4. 

2 6 
Raine, Hollow Hill, p. 63. 

^^Grubb, p. 106. 

^^Thomas Blackburn, "Poetry Today," English, 18 (Spring 
1969), 17. 
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Miss Raine who chooses to use great poetic language from the 

past. 

The works of Carl Jung have had an important influence 

on the poetry of Raine. This influence has chiefly affected 

her symbolism, and, although symbol and language are diffi

cult to separate, the language of her poetry and that of her 

prose seem to reflect the influence of Jung. In the preface 

to her Collected Poems, Raine wrote: "Love poems of a per-

29 

sonal nature have also gone. . . . " In an effort to de

scribe the collective unconscious, Jung separated " . . . our 

immediate consciousness, which is of a thoroughly personal 
30 nature." In a discussion of the archetype of the shadow, 

Jung wrote: "With a little self-criticism one can see 

31 

through the shadow—so far as its nature is personal." 

Many pages in the works of Jung were given to a discussion 

of the mandala which appears many times in the poetry of 
32 

Raine. One of Raine's poems is entitled "Mandala." Grubb 

^ Raine, Collected Poems, p. xiv. 

"̂ Ĉarl G. Jung, The Archetypes and the Collective Un
conscious, trans. R. F. C. Hull, in Th£ Collected Works of̂  
C. G. Jung, Bollingen Series XX, Vol. 9 (New York: Pantheon 
Books, Inc., 1959), p. 43. 

'̂ •'•Ibid. , p. 10. 

32 
Raine, Pythoness, p. 8. 
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noted the use of the mandala in the last stanza of Raine's 

"Isis Wanderer," which he labeled as ". . .an unfortunate 

33 

rush into the Jungian posture. . . . " Both of these poems 

are from the volume The Pythoness and Other Poems in which 

almost every poem is based on an archetypal pattern. As a 

symbol, the stone appears throughout the work of Raine, 

noticeably in the line: "There is stone in me that knows 
34 stone." Jung identified the stone as ". . .a projection 

35 

of the unified self." 

The poetry of Kathleen Raine is written from the first 

person viewpoint. First published in 19 35, "Lyric" was kept 

twenty years later to be included in Raine's Collected Poems 

The attitude of the first person projected in the poem con

tinues throughout her poetry: 
A bird sings on a matin tree 
"Once such a bird was I." 
The sky's gaze says 
"Remember your mother." 

Seas, trees and voices cry 
"Nature is your nature." 

I reply 
"I am what is not what I was 

^-^Grubb, p. 111. 

"̂ "̂ Raine, Collected Poems, p. 164 

"̂ Ĵung, p. 170. 
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Seas, trees, and bird, alas' 
Sea, tree, and bird was I."^^ 

In "Last Things," which was published in 1965, the first 

person presentation is plural, but the placement of the pro

nouns is similar: 

When all is judged. 
The shadow by the real 
Being in recollection what it is. 

We what we are.-̂ ^ 

The position of the pronouns in both these poems immediately 

suggests the Rimbaud method and his famous lines about poet

ry: "One ought to say: I am thought. I is someone else.""^^ 

Raine's use of the first person pronouns occurs so consis

tently and so naturally that the comparison of the approach 

of Rimbaud and Raine is probably similarity not deliberate 

affectation on the part of Raine. 

Other developments in the use of the first person in 

poetry can be compared to that of Raine. Stephen Spender, 

in his analysis of the poetic use of the first person, noted 

in the work of Donne: " . . . the multiplicity of persons, 

of whom Donne is conscious in himself, and which he dissects 

36 
Kathleen Raine, Stone and Flower (London: Harrison 

and Sons, Ltd. of St. Martin's Lane, 1943), p, 7. 
37 
Raine, Hollow Hill, p. 61, 

3 8 
Richard Ellman and Charles Feidelson, Jr., eds., The 

Modern Tradition: Backgrounds of Modern Literature (New 
York: Oxford Univ. Press, 1965), p. 203. 
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39 in his poetry. . . . " That dissection is comparable to 

Raine's scientific approach and variety of identification 

with her "I." Raine's purpose is usually to establish self-

identification and not to explore several selves. This can 

be seen in "Lyric," in which "I" is sea, bird, and tree. In 

"The Unloved," these lines occur which are also used to 

establish unity: 

I am pure loneliness 
I am empty air .Q 
I am drifting cloud. 

Spender noted that the Romantics of the eighteenth cen-

tury were forced to look inward for values in a changing so

ciety which provided " . . . the first examples of the poet 

becoming the poetry." This romantic stance is apparent 

throughout Raine's poetry. Occasionally the combination of 

this posture and particular wording is vividly reminiscent of 

the Romantics. "Night Thought" displays this combination: 
42 

"My soul and I last night/ Looked down together." 

In some less effective poetry, Raine assumes the role of 

"̂ Ŝtephen Spender, The Struggle of the Modern (Berkeley 
Univ. of Cal. Press, 1963), p. 135. 

^^Raine, Collected Poems, p. 133. 

'̂ •'•Spender, The Struggle of the Modern, p. 135. 

^^Raine, Hollow Hill, p. 1, 
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the lonely poet crying out to a deaf world as in Ninfa Re

visited; "I, the last poet, it may be,/ Of all the many 

there may have been," and again several lines later, "Who 
A O 

will attend so small a voice/ Above the mechanistic noise?" 

This example is from some of the latest poetry Raine has 

written, but the same attitude can be seen in "Envoi," an 

earlier example: 

I found you wretched, and miserable, and poor, 
and blind. 

And naked. 
And lent you, for a while, the golden kingdom I 

in you beheld,^4 

The first person posture also serves as a mask for the 

poet to speak through in "The Pythoness" and other poems, 

but her purpose lies beyond the use of the mask. The mask 

serves not to isolate the poet but to provide a vehicle 

through which both poet and reader experience the expression 

That expression is always the traditional theme that Raine 

seeks. The theme often is an archetypal pattern in which 

case the mask becomes the experience as well as the vehicle. 

The modern interior monologue has been noted by Spender as 

being the method of Arnold, Hopkins, Joyce, and Rimbaud, 

Spender who feels this monologue is "what survives from the 

Raine, Ninfa Revisited, n, pag 

"^^Raine, Hollow Hill, p. 70, 
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imagist method. . . . " Raine's use of the first person is 

the closest link she has to modern poets. 

The form of Raine's poetry is usually given high praise 

Anne Ridler wrote: ", , , no conscious attention to tech

nique could have produced better workmanship: her ear is 

impeccable, and the form of each poem seems unobtrusively 

46 
right." Kathleen Raine's critical essays reveal a vast 

knowledge of the art of poetry. The application of that 

knowledge to her own poetry can be seen in the strict con

trol of structure. Her best poetry is short and simple. 

Rhyme appears throughout her poetry, and often it is near 

rhyme. She commonly writes in blank verse. Fitts observed: 

"She is , , , unusually sensitive to modulations of sound: 

the placing of rimes, the crisscross of internal assonances, 

the deftly constructed pattern-play of consonants--in short, 

whatever sonal devices can be contrived for establishing a 

47 mood or heightening a feeling." 

The first two stanzas of "In the Beck" provide an ex

ample of her fine rhythmic control: 

There is a fish that quivers in the pool, 
itself a shadow, but its shadow, clear. 
Catch it again and again, it still is there. 

"^^Spender, The Struggle of the Modern, p. 140. 

^^Anne Ridler, "Kathleen Raine," Th^ London Magazine, 3 
(June 1956), 84, 

^^Fitts, p, 27, 
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Against the flowing stream, its life keeps pace 
with death—the impulse and the flash of grace .« 
hiding in its stillness, moves, to be motionless. 

This illustrates Raine's favorite stanzaic form of three 

lines, often ending in a four-line stanza. Rhyme occurs in 

this poem with more regularity than in most of her poetry. 

When rhyme does appear, it is masculine, not feminine or 

triple, and internal rhyme occurs rarely. The iambic penta

meter lines are common to Raine's poetry, but line six il

lustrates Raine's sharp consciousness and control of sound 

as the meter shifts into trochees and hangs upon "moves" 

which stands alone in its measure accompanied by punctuation. 

The sounds enhance the meaning as 1, m, o, and soft s's in

crease the quiet image. The meter appears uneven to visual 

scansion, but the ear picks up the pauses and extended sounds 

which are controlled as carefully as voiced sounds. Grubb 

seems to have been aware of this quality in Raine's poetry 

as he noticed her " . . . grammatically impeccable yet flex

ible sentence layouts, ""̂ ^ Miss Raine's later poetry tends 

toward longer lines and the haunting beat and sure control 

are not so evident. But even in Hollow Hill, which contains 

poetry generally considered weaker, Skelton found " . . . 

^^Raine, Collected Poems, p. 26 

"^^Grubb, p, 112, 
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sensitive passages, and, as always lovely music. . . ."^^ 

Raine's control of rhythm is especially effective in her 

incantatory verses. An example of the spell-form is con

tained in poem four of the "Northumbrian Sequence": 

Let in the wind 
Let in the rain 
Let in the moors tonight, 

The storm beats on my window-pane. 
Night stands at my bed-foot, 
Let in the fear. 
Let in the pain. 
Let in the trees that toss and groan. 
Let in the north tonight, ̂•'• 

Sergeant praised Raine's volume The Year One for the use of 

this rhythm: " . . . its spells and incantations, its wild 

wind-music and voices in the night . . . awakens an uncom

fortable feeling of recognition, a primitive awareness of 

intangible processes. . . . " 

Harriet Zinnes wrote that Raine was " . . . rather cas-

53 ual about form," This criticism seemed to be based on 

Zinnes's belief that Raine used ", , . too few poetic 

50 
Robin Skelton, "Brittannia's Muse Awakening," Mass

achusetts Review 8 (Spring 1967), 361. 
51 
Raine, Collected Poems, p. 115, 

52 
Sergeant, p, 461, 

53 
Harriet Zinnes, "Collected Poems Reviewed," Prairie 

Schooner, 31 (Winter 1957), 290, 
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means," This criticism had to ignore the symbolism and 

rhythmic devices present in all Raine's poetry. Perhaps 

Miss Zinnes referred to the lack of figurative language that 

is a quality of Raine's poetry, but the control of material 

that Raine demonstrates indicates a selection of devices not 

an ignorance of the various devices available. The exclu

sive use of few poetic devices has long been considered a 

fault as Kenneth Burke wrote: "The exploitation of a few 

technical forms produces mannerism, while the use of many 

55 produces style," Raine's poetic skill places her beyond 

mannerism, but she does experience failure in the form of 

unawakened symbols and a self-conscious tone. These fail

ures are never camouflaged by vagaries or complicated me

chanics. Rexroth recognized the goal of Raine's poetry: 

"Kathleen Raine's work is remarkable for her concentration 

on absolute purity of sensibility." The power of that 

purity depends on controlled simplicity not multiple meta

phors. The failures seem unimportant beside the successes 

when a critic writes of her poetry: "Her virtue is to be 

"̂̂ Ibid, 

55 
Kenneth Burke, Counter-Statement (New York: Harcourt, 

Brace and Co., 1931), p. 65. 

Kennetii Rexroth, The New British Poets (Norfolk, 
Conn.: New Directions, 1948), p. xxxi. 
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crystal clear, yet mysterious: thus terrifying."^^ 

In Miss Raine's attempt to achieve simplicity, she oc

casionally uses expressions which become conversational and 

prose-like, Scott-James noted about her early poetry: "Too 

much of her verse is simply reflective, and would have been 

more appropriately written as prose,"^^ This weakness can 

be seen in "Easter Poem" in which the language becomes com

mon to the point of peculiar: 

The spring shall rouse my buried Lord, 
See him evacuate the loam. 
Oh man, oh man, how thin you've grown. 

Rivers have washed away his brain. 
His bones are rocks, he feels no pain. 
But man, oh Lord, how thin you've grown.^^ 

And surprisingly, the same flaw appears in poetry written 

more than twenty years later in "The Elementals": 

Say I was where in dream I seemed to be 
(Since seeming is a mode of being) 
And by analogy say a curtain, veil or door, 
A mist, a shadow, an image or a world was gone.^^ 

"Easter Poem" was eliminated from Raine's Collected Poems, 

^^Grubb, p, 114, 

58 
R. A, Scott-James, Fifty Years of English Literature 

1900-1950 (London: Longmans, Green and Co,, 195"l) , p. 222. 
59 
Kathleen Raine, "Easter Poem," New Verse, 30 (Summer 

1938; rpt. New York: Kraus Rpt, Corp,, 1966), 12, 

^^Raine, Hollow Hill, p. 39, 
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and "The Elementals" will probably undergo the same scrutiny 

because Raine has stated: "Indeed nothing seems more un

natural in the art of poetry, than 'natural' diction, common 

speech, the conversational tone."^^ A more apparent weak

ness in Raine's poetry than a conversational tone is diction 

which suffers from hypostatization. The poet recognizes 

this: "The temptation to use a vocabulary that comes too 

easily to all that is superficial and insincere in thought 

and feeling repeatedly betrays us, . . ."^^ However, many 

critics have noted that very often Miss Raine's use of a 

familiar vocabulary succeeds. Nemerov wrote that "Miss 

Raine . . . can say 'Lonely dreamer on the hill' and make 

it stay that way, and make it seem as though never said be-
6 3 

fore," Fitts also recognized this ability of Raine: "No 

less impressive is the skill with what would ordinarily be 

cliches of poetry , . , are scraped clean, restored to 

life,"^^ 

Miss Raine's early poetry reveals a fondness for puns. 

61 
Raine, Defending Ancient Spring, p, 120. 

6 2 
Raine, Collected Poems, p, xiv. 

6 3 
Howard Nemerov, "Seven Poets and the Language," in 

Poetry and Fiction: Essays (New Brunswick: Rutgers Univ, 
Press, 1963), p. 213. 

64 
Fitts, p. 27. 



53 

These are never used in humorous fashion, however. They ap

pear to be the result of a "stream of consciousness" tech-

6 5 
nique. Sense and since appear in "One Drowned Overseas," 

66 
Plane and plain appear in "The Smile." In "The Pythoness," 

6 7 
the last line contains "New sons, new suns, new skies," 

Fitts wrote about this pun: "The purist may grumble that 

since the ear should be at least as much involved as the 

eye, the pun in the last line, being purely visual, consti-

6 8 
tutes a flaw." Puns do not appear in Raine's later poetry. 

Miss Raine does not ordinarily use apostrophe, irony, 

simile, allegory, or metaphor. In an early poem "Word," she 

refers to "crowns" in various attitudes and ends with: 

69 "These and their metaphors/ I have outgone." The metaphor 

appeared only rarely in her early poetry, and thereafter it 

seems to be consciously avoided. Grubb noted that Raine 

evaded metaphor, "̂^ Raine discussed the rejection of metaphor 

^^Kathleen Raine, "One Drowned Overseas," New Verse, 7 
(Feb, 1934; rpt. New York: Kraus Rpt. Corp., 1966), 2, 

^^Kathleen Raine, "The Smile," New Verse, 13 (Feb, 
19 35; rpt. New York: Kraus Rpt, Corp., 19 66), 9. 

6 7 
Raine, Pythoness, p, 37. 

^^Fitts, p, 27. 

^^Kathleen Raine, "Word," New Verse, 17 (Oct.-Nov. 
1935; rpt. New York: Kraus Rpt. Corp., 1966), 11, 

"^^Grubb, p. 10 6, 
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by modern poets: ", , . only direct description or at most 

71 simile is tolerated," She added that this rejection was 

proper because: " . . . only fools would write in such a way 

and at the same time assent to the scientific materialist 

72 view of nature," Raine's poetry is not entirely without 

these devices as Fitts noted the use of a very effective 

conceit in "The Invisible Spectrum," in these lines: "There 

73 

are holes in the air,/ Graves open to receive us." Per

sonification occurs very often applied to elements of nature. 

Irony appeared in the first few published poems of Raine but 

never after her first volume was published. She later re

marked: "Above all, the voice of true imagination is never 

ironic, , . ," Those poems which were ironic appear to 

contain her only use of apostrophe as well. Allegory does 

not appear in Raine's poetry, and in her efforts to reach 

the abstract, the use of a concrete device such as allegory 

would appear strange. Miss Raine's choice of the symbol and 

rejection of allegory among her poetic devices seems almost 

to be contained in the words of Jung's explanation of the 

'̂ •'"Raine, Defending Ancient Springs, p. 10 9 

^^Ibid., p. 110 

-̂ •̂ Fitts, p, 27. 

74 Raine, Defending Ancient Springs, p, 121 
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difference in the two devices: "An allegory is a paraphrase 

of a conscious content, whereas a symbol is the best possi

ble expression for an unconscious content whose nature can 

75 

only be guessed, because it is still unknown," The sym

bolic language that appears again and again in the poetry 

of Raine includes trees, water, caves, wells, stones, and 

birds. Much of her poetry displays a deliberate use of 

traditional symbols, but an intense sincerity infuses even 

her very early poetry that is concerned with nature. Miss 

Raine has written: "Truly understood the entire world is 

one great symbol, imparting, in a sacramental manner, by 

outward and visible signature, an inward and spiritual 

,.76 
essence. 

The language of Kathleen Raine's poetry achieves its 

power through simplicity, rhythmic control, and symbolic 

language. Her best poetry possesses a tone of quiet fear in 

contemplation of some relationship to nature through an in

terior monologue. Several of these qualities can be seen in 

some lines from Poem I of "Three Poems of Incantation": 

At the day's end I found 
Nightfall wrapped about a stone 

Jung, p. 6. 

^^Raine, Defending Ancient Springs, p. 115 
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I took the cold stone in my hand. 
The shadowy surfaces of life unwound. 
And within I found 
A bird's fine bone.'^^ 

Raine, Collected Poems, p. 152. 



CHAPTER IV 

THE SEARCH FOR THE UNKNOWN 

Kathleen Raine's romantic search for the unknown is re

corded so simply and honestly in her poetry that the facets 

of her person as woman, scientist, critic, even as poet, are 

lost in the recognition of her as a seeking human spirit. 

Miss Raine has conducted her search through symbolism al

ready known to her, such as that of science, nature, and re

ligion; and she has prepared herself in symbolism less fa

miliar, such as that of mythology, tradition, and the sub

conscious in order to carry her search into these areas. 

The archetype has become her favorite symbolic vehicle, 

Blackmur described this romantic search for the unknown 

as illicit. The lure of the illicit has enticed Miss Raine, 
2 

and Grubb has noted her "impertinence before the unknown." 

The seriousness with which Raine has conducted her search 

and the courage necessary to withstand the fear expressed in 

Richard Foster, The New Romantics: A Reappraisal of 
the New Criticism (Bloomington: Indiana Univ. Press, 1962), 

34. 

Frederick Grubb, A Vision of Reality: A Study of 
Liberalism in Twentieth-Century Verse (London: Chatto and 
William Windus, 1965), p. 10 6. 

57 
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her poetry deny impertinence. She has been aware of the 

cost of the search and, to some degree, has paid. She wrote 

of the poet who attempts this search: "He invites, indeed, 

the damnation of madness--a madness not of darkness but of 
3 

too much light." Though she may not have suffered madness, 

she has suffered the curse of inarticulateness which lasted 

through the 'fifties. That silence seemed to be based on 

the discovery of meaninglessness. During those years, she 

wrote in prose criticism that " . . . the deep roots of local 

tradition, folklore, and the richness of rustic speech, have 

gone. Memory atrophies as literacy takes its place. . . . " 

The meaninglessness that caused dumbness also created blind

ness as she related: "Only long after the faces of the 

world had dissolved for me, did they begin by grace, to re-
5 

turn," Her acceptance of the legend of the prophet's leap 

is revealed in: ", , , the solid world that we see always 

before our eyes, fades if we look too long. To look too 

long is to know—man's original sin, and irreparable tragedy 

•^Kathleen Raine, Defending Ancient Springs (London: 
Oxford Univ. Press, 1967), p. 57. 

^Kathleen Raine, "English Poetry at Mid-Century," in 
The Arts at Mid-Century, ed, by Robert Richman (New York: 
Horizon Press, 1954), p. 216, 

^Kathleen Raine, "Flowers," Poetry London, 2, 9. (1943), 
43, 
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—too much." The poetic counterpart to this loss of faces 

and to the knowledge of the prophet's leap is found in "The 

Crystal Skull": 

At the focus of thought there is no face, 
the focus of the sun is in crystal with no shadow. 
Death of the victim is the power of the god.7 

An early step in Kathleen Raine's search for the un

known was an attempt to reach the core of nature. Her na

ture poems are frequently presented as seen by the clear 

scientific eye of the poet. Too much knowledge again 

threatens in these early presentations in the "murdering to 

dissect" problem of the scientist. An example can be seen 

in "Embryon": 

Spun in the womb's cradle, veins 
and nerves that weave the skein of thought 
behind the eyes inborn, in dreams 
float into sense delicate,8 

But often the scientific tone lends a direct quality as in 

"The Instrument": "Death, and it is broken,/ The delicate 
9 

apparatus of the mind." An early nature poem "To My Moun

tain" illustrates the nourishment that Raine has found in 

^Ibid, 

7 
Kathleen Raine, The Collected Poems of Kathleen Raine 

(London: Hamish Hamilton, 1956), p. 13, 

^Ibid., p. 38. 

^Ibid., p. 148. 
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nature and especially the Northumberland of her childhood: 

Heather is harsh to tears 
and the rough moors 
give the buried face no peace 
but make me rise, 

and oh, the sweet scent, and purple skiesl^^ 

Frederick Grubb noted that " . . . the landscape of her na

tive and ancestral Northumberland . . . endows the poetess 

with staying power," As Miss Raine extended her search 

into tradition, she did not lose this concern: "All normal 

traditional cultures . . . assume the primacy of mind, and 

see nature as a system of appearances or images, in which a 

12 metaphysical order is reflected," Even when her poetry 

became almost totally infused with archetypes. Hazard Adams 

noted that ", , , she has consistently drawn her symbolic 

13 images from the elemental things of nature." A poem that 

has received praise from several critics is "In the Beck," 

which contains this combination. It was described by G. S, 

Ibid,, p. 21. 

•̂'•Grubb, p. 107 

-| 2 
Kathleen Raine and George Mills Harper, eds., Thomas 

Taylor the Platonist: Selected Writings (Princeton: Prince
ton Univ. Press, 1969), p, 4, 

13 
Hazard Adams, "The Poetry of Kathleen Raine: Enchant

ress and Medium," University of Texas Studies in English, 37 
(1958), 115. 
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Fraser as a ". . . very simple, elusive, subtle poem . . . 

which again and again slips through the fingers, like the 

fish it describes." The first three lines of the poem 

are: 

There is a fish, that quivers in the pool, 
itself a shadow, but its shadow, clear. 
Catch it again and again, it still is there. 

The poem invokes immediate recognition in the reader which 

Grubb described as ". . , an enlargement of consciousness as 

natural as the breathing of the fish in the stream, , , ."-^^ 

Donald Justice considered several themes in a review of 

Raine's Collected Poems and concluded: ". , . her real sub

ject has always been nature, and her own responses to it 

17 . . . ." F, M, Kuna wrote a critical article about the 

presence of plants and beasts in modern poetry, and Raine's 

poem "Vegetation" was described as a ", , , most beautiful 

18 poetic homage to the vegetable world. , , ," 

14 
G, S, Fraser, The Modern Writer and his World: Con

tinuity and Innovation in Twentieth-Century English Litera
ture (New York: Frederick A, Praeger, Publishers, 1965), 
p. 336. 

15 
Raine, Collected Poems, p. 2. 

•^^Grubb, p, 107. 

17 
Donald Justice, "Sacred and Secular," Poetry, 91 

(Oct. 1957), 42. 
18 
F. M. Kuna, "A New Myth-Consciousness in Contemporary 

English Poetry," English Studies, 51 (June 1970), 220. 
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Miss Raine became deeply involved in Christian symbol

ism during the war years resulting in the volume Living in 

19 Time published in 1946. These poems were later almost 

entirely omitted from her Collected Poems because, as Miss 

Raine stated in the preface, ecclesiastical symbols had 

20 

failed to reawaken an imaginative experience. In a criti

cal essay she wrote: " . . . any symbolist poet writing at 

the present time must encounter this paradox—it would have 

been useless for me to build my poem round the Christian 

iconography, which, as such, has very largely lost its power 

21 to evoke the numinous. . . . " Most of the poems with 

religious symbols by Raine contain a plea for revelation. 

The last stanza of "Christmas Poem" is an example: 

Oh heavenly Babe, be mine, quicken, my heart, 
be his, son of my king, invisible Christ, 
eternal child of love, be child of ours 1̂ 2 

Carl Jung commented on the loss of religious symbolism in 

the modern world: "The gods of Greece and Rome perished 

•'•̂ Kathleen Raine, Living in Time (London: Editions 
Poetry London, 1946), p, 1. 

^^Raine, Collected Poems, p, xiv, 

•̂"•Kathleen Raine, Defending Ancient Springs, p. 137. 

^^Kathleen Raine, Stone and Flower: Poems 1935-43 
(London: Harrison and Sons, Ltd. of St. Martin's Lane, 
1943), p. 21, 
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from the same disease as did our Christian symbols: people 

discovered then, as today, that they had no thoughts what

ever on the subject. "̂ -̂  But in the late sixties in "A Con

temporary Image," Miss Raine reveals what may be a revival 

of that symbolism with: "In the last days we again see his 

face." 

As Miss Raine explored myth, her poems grew more power

ful, but the same problem existed as she wrote: "We know 

all myths but have none of our own. , , ,"^^ "The Goddess" 

appeared in 19 46, and the poem treats Diana as Eve, Venus, 

2 6 

and the Virgin Mary, The poem remains on a mythological 

plane, but it is a rare example. Poetiry following 1946 that 

treats myth is concerned v/ith the underlying archetype, 

"Isis Wanderer" in 19 49 is an example: 

Gathering under my black cloak the remnants of life 
That lie dishonoured among people and places 
I search the two fold desert of my solitude 
The outward perished world, and the barren mind,^' 

23 
Carl G, Jung, The Archetypes and the Collective Un

conscious, trans. R. F. C. Hull, m The Collected Works of 
^* 9.' Jung, Bollingen Series XX, Vol. 9 (New York: Pantheon 
Books, Inc., 1959), p. 14. 

Kathleen Raine, Six Dreams and Other Poems (London: 
Enitharmon Press, 1968), n. pag., poem VII. 

25 
Raine, Defending Ancient Springs, p. 137. 

26 
Raine, Living in Time, p. 35. 

2 7 
Raine, Collected Poems, p. 78. 
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The archetype is apparent, and the outer and inner world 

seem reminiscent of Jung. Grubb described this poem as 

" . . . summoning the archetype into the arena of the pre-
28 

sent." Archetypes have provided the basis of the majority 

of Raine's poetry. She stated in prose that "Jung came 

nearer than did Freud to the traditional doctrine, as taught 

by those alchemists. Gnostics and neo-Platonists whom he 
29 

himself took for masters. , , ."^ The enthusiasm with 

which Raine embraced the archetype can be seen in her volume 

The Pythoness and Other Poems published in 19 49 which con

tains "The Pythoness," "Mandala," "Isis Wanderer," "Psyche 

and the God," "In Plato's Cave," "The Herm," and many others 
30 that contain archetypes, Frederick Grubb noted that this 

volume was ", , , perhaps too open to archetypal symbols, 

31 dream and the unconscious." 

The most prominent archetypal characters in Raine's 

search are the shadow, the roles of woman, the scapegoat, 

and the child. The shadow has been identified by Jung as 

^^Grubb, p. 111. 

29 
Raine, Defending Ancient Springs, p, 114, 

30 
Kathleen Raine, The Pythoness and Other Poems (London 

Hamish Hamilton, 1949), pp. 8-50, passim. 

"̂ •'•Grubb, p, 110, 



65 

the confrontation of self, the discovery of evil in one's 
32 

nature, Raine's poem entitled "Shadow" reveals that she 

recognized the analytical side of her nature, and attempted 

self-examination. She did not merely create a poem in order 

to present the archetype. The poem also is an example of 

the repetition which becomes incantation in much of Raine's 
poetry: 

Because I see these mountains they are brought low. 
Because I drink these waters they are bitter. 
Because I tread these black rocks they are barren. 
Because I have found these islands they are lost. 
Upon seal and seabird dreaming their innocent world 
My shadow has fallen,-̂ -̂  

Raine's search for the unknown has always been accompanied 

by the scientific reasoning side of her nature which instead 

of revealing answers to her seems to have destroyed them. 

The fatalistic tone of this poem would indicate that she 

recognized that process. 

The fatal woman archetype occurs repeatedly in Raine's 

poetry but explicitly in "The Pythoness": "I am that ser-
O A 

pent-haunted cave," The mourning mother is seen in "Ma

ternal Grief" which has a theme of hopelessness because no 

32 
Jung, p, 10, 

^•^Kathleen Raine, The Hollow Hill and Other Poems 1960 
1964 (London: Hamish Hamilton, 1965), p, 34, 

Raine, Pythoness, p, 37, 



66 

answers can be given to children, "̂^ The earth mother ap

pears in "Out of Nothing," in the lines: "Here the mother 

wraps her child/ In warm dress of flesh and blood, ""̂ ^ All 

the roles of woman are collected in the last stanza of "The 

Transit of the Gods": 

And I who have been Virgin and Aphrodite, 
The mourning Isis and the queen of corn 
Wait for the last mummer, dread Persephone 
To dance my dust at last into the tomb.̂ "7 

The scapegoat archetype is that of poet-prophet in 

Raine's poetry. She calls upon the gods for the gift of 

3 8 poetry in "Invocation." She refers to herself again and 

again in her poetry as the lone poet or the last poet. In 

criticism she chooses to praise only those poets who have 

treated the romantic tradition in their work and usually 

succeeds in casting them into the role of scapegoat as well. 

Blake, one of her favorite authors, fits the role easily. 

In her volume Defending Ancient Springs Edwin Muir is re-

39 
ferred to as "a poet who never followed fashion. , , ," 

35 

Raine, Collected Poems, p, 8, 

Ibid., p. 85. 

-̂ Îbid. , p. 83. 

Ibid., p, 5, 
39 
Raine, Defending Ancient Springs, p, 1 
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Vernon Watkins is viewed as a traditionalist in isolation. "̂^ 

David Gascoyne is cast as a prophet who has grown silent.'̂ •'' 
A O 

Yeats is compared to Blake, and the essay on Shelley is 

entitled "A Defence of Shelley's Poetry. "̂ "̂  

The child archetype appears as the child-god, sometimes 

as the Christ child, but more often any child is given the 

aspect of wisdom of a pre-existence. "The Eternal Child" is 

described in the poem as entering by a secret door, carrying 

a torch, knowing the way, and possessing full confidence. 

But all these are lost in life's passage as ". . , all re
turn/ Spent torch and pilgrim shroud. 

.,44 

Miss Raine uses many archetypal symbols, among which are 

water, trees, birds, stones, and mandalas, Jung has called 

45 
water "the commonest symbol for the unconscious." Raine's 

volume The Year One contains thirty-eight poems and thirty-

two of those contain such words as "water," "well," "pool," 

40 
Ibid,, p. 34. 

Ibid. 

Ibid, 

43 

44 

Ibid. 

Raine 

p. 35. 

p. 66. 

p. 139. 

Hollow Hill, p. 55 

45 Jung, p, 18, 
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"stream," "rain," "sea," "wave," or "river,"^^ Water gener

ally appears as a primitive life-symbol. Miss Raine has en

titled two poems "Water," The poem that appears in The 

Pythoness presents water as the life symbol as human beings 

". , , are drawn/ From living waters into birth,"^^ In The 

year One, the poem "Water" contains the same symbol: "There 

is a stream that flowed before the first beginning, ""̂ ^ The 

presentation of water as the deep pool or dark mirror of 

the subconscious is often found. Jung wrote many descrip

tions of the symbol of the pool, one of which particularly 

applies to Raine's symbol which is only part of her search: 

", , , the way of the soul in search of its lost father , , , 

leads to the water, to the dark mirror that reposes at its 

bottom. ""̂ ^ Raine has written "The Still Pool" which de-

50 scribes the reflected images of nature. In "The Mirage," 

Raine compares the trembling illusion of life to the "re-

51 flection broken on a pool," In the poem "The Golden Leaf" 

46 
Raine, Collected Poems, pp, 111-173 

A ^ 

Raine, Pythoness, p. 2. 

4 8 
Raine, Collected Poems, p. 165, 

49 
Jung, p, 17, 

50 
Raine, Collected Poems, p, 59, 
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Raine refers to the "dark pool of my thought,"^^ And a 

short poem entitled "Peace of Mind" concentrates on the sym

bol of the pool: 

If the pool were still 
The reflected world 

Would cohere on the surface 

And stars invisible 
To the troubled mind 
Be seen in water 
Drawn from the soul's 
Bottomless well.53 

The symbol of the well was described as important by Jung as 

a source whose ripples hint "at an unseen presence," The 

well has been a primary concern of Raine because it once ap

peared in a dream that was especially meaningful to her. 

This dream was described by Raine in the Essay "On the My-

55 56 

thological." And it appears in her poem "The Well." 

The importance of the water-symbol is readily apparent in 

the title chosen for her collection of critical essays, De-
57 

fending Ancient Springs. 
52 
Raine, Stone and Flower, p, 43, 

53 
Raine, Pythoness, p, 55, 

54 
Jung, p, 17, 

55 
Raine, Defending Ancient Springs, p, 136 

^^Raine, Hollow Hill, p. 25, 
57 
Raine, Defending Ancient Springs, p, 1, 
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The importance of the symbol of the tree is second only 

to water. Her first volume of poetry contains "The Tree," 

which was written before she was thoroughly enmeshed in 

5 8 archetypes. Her second volume Living in Time contains 

59 "The Trees in Tubs" and "The Tree of Heaven," The next 
60 

volume The Pythoness and Other Poems contains "Tree 1947," 

Though not by title, the tree is a constant symbol through

out the remainder of her poetry. In the essay "On the Sym

bol," Raine wrote: " . . . only in middle life did I first 

experience in an overwhelming degree one of these arche

typal epiphanies. The vision was of the Tree of Life, with 

many associated symbols, all suddenly and clearly and simul-
61 

taneously presented to my mind," 

The mandala-symbol, representing the subconscious self, 

appears in several poems by Raine, but the rose is her true 

mandala, Jung described the circle, the mandala, as "the 
6 2 

traditional antidote for chaotic states of mind," The 

ever-unfolding petals revealing the center circle of the 

^^Raine, Stone and Flower, p. 46. 

^^Raine, Living in. Time, pp, 7-14, 

^^Raine, Pythoness, p, 29, 

•̂'•Raine, Defending Ancient Springs, p, 117 

^^Jung, p. 10. 
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rose are described again and again by Raine as the solution 

for all types of poetic problems. 

Birds symbolize the spirit in Raine's poetry. They ap

pear in poems often combined with the stone as the body of 

man creating striking symbolism. "The Summit" contains this 

contrast: " . . . the wing of a bird/ Brushes a grain of 

6 3 
quartz from the unmoved hill." 

Yet these archetypal symbols and characters are only 

subsidiary to the theme that dominates Raine's poetry from 

beginning to end, the search for God. Fear and bewilderment 

and despair are evident, but the honesty with which Miss 

Raine has pursued her search raises it above the labels of 

Platonic, Blakean, Jungian, archetypal to the level of the 

quest of man. In her early poetry, the search was openly 
64 

stated in "Desire": "Give me to a god, or I will die," 

Throughout the poetry of her middle years, the request re

mained but turned inward in Poem II of "Two Invocations of 
6 "̂  

Death": "Shall I find my last/ My lost being?" In her 

last poetry, a note of resignation is heard as she states 

in "The Crypt": "We meet our many selves, on grandiose 

^^Raine, Hollow Hill, p. 11. 

^^Raine, Collected Poems, p, 10 

^^Ibid,, p. 142, 
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quests," And in Poem II of "Soliloquies Upon Love," she 

questions, "Is this dark centre end or beginning of the way 
6 7 

I have come?" 

6 6 
Raine, Six Dreams, n. pag., poem I. 

67 
Rame, Hollow Hill, p. 64. 



CHAPTER V 

CONCLUSION 

The elements of Romanticism are easily traced in the 

poetry of Kathleen Raine because the poet presents her 

choices simply and analyzes those choices in prose. The 

standards she has maintained have lent her poetry a quality 

of purity that does not depend for it to be successful on 

the intricacies of technique or on an accumulation of lore. 

The element of emotion, always a characteristic of 

Romanticism, is treated very carefully in Raine's poetry. 

Her object has not been to use emotion to further a theme 

but to establish emotion as a reality itself. In many of 

her powerful poems, emotion emerges in recognition of the 

truth of the poetry. Only strong emotions occur, and these 

do not include joy, gaiety, happiness, contentment, or 

pleasure. When a lighthearted emotion is found, it is in 

the form of fierce pride, exultation, or astonishment at 

discovery. More often the tragic emotions emerge: despair, 

yearning, pain, sorrow, or fear. Of these the most promi

nent is fear, a primordial fear that is intensified by 

scientific language. Awakened in the first poetry she wrote, 

it has been an essential part of all her work. Her 'last 

73 
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poetry has a quieter, musing tone except when that powerful 

emotion rises again as in "Moon" written in 1968: 

What dread, nameless and prehuman, 
imprinted upon time's memory 
the moon I dreamed? 
With what glazed reptilian eye 
then gazed archaic earth?! 

Miss Raine's poetic language is always kept within the 

bonds of simplicity. Various influences can be seen, but 

these appear under the watchful eye of the poet. In an ef

fort to recapture traditional truths, some failures occur 

through the use of well-worn symbols and commonplace lan

guage. An admiration for the skill of the poet is aroused 

by the rhythmic control of the poetry. Incantatory verses 

and traditional rhythm patterns are explored which can be 

seen in a line from "The Wind of Time": "Time blows a 
2 

tempest—how the days run high," In an effort to reach 

truth through simple language and symbols. Miss Raine's tone 

often contains blunt brutality, H, Nemerov has written the 

best concise description of Raine's diction as ", , . simple, 
3 

of a strength of feeling sober even perhaps to sullenness." 

Kathleen Raine, Six Dreams and Other Poems (London: 
Enitharmon Press, 1968), n, pag,, poem IV, 

2 
Kathleen Raine, Stone and Flower: Poems 1935-43 

(London: Harrison and Sons, Ltd. of St. Martin's Lane, 
1945), p, 42, 

Howard Nemerov, "Seven Poets and the Language," in 
Poetry and Fiction: Essays (New Brunswick: Rutgers Univ. 
Press, 1963), p. 211. 
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The search for the unknown becomes the search for a 

lost god in the poetry of Kathleen Raine, That search has 

radiated outward into nature, science, religion, mythology, 

tradition, and inward into the subconscious. Lesser themes 

such as search for self and search for knowledge occasion

ally are seen but always make up a part of that greater 

quest. The poet has conducted her courageous search with 

full knowledge of the danger that always threatens. The 

last stanza of "Death's Country" illustrates that knowledge: 

Prisoner of endless space. 
Shut in by walls of primal fire. 
Exile, exile my heart cries: 
Through that burning the way lies,^ 

Not all of Kathleen Raine's poems achieve the level of 

great poetry, but some have a power that is startling. The 

source of that power is brutal honesty. T. S. Eliot noted 

this quality in the poetry of William Blake: "Blake's po

etry has the unpleasantness of great poetry. Nothing that 

can be called morbid . . . only those things, which by . , . 

simplification, exhibit the essential sickness or strength 

of the human soul. And this honesty never exists without 
5 

great technical accomplishment," These qualities are to be 

"̂ Kathleen Raine, The Hollow Hill and Other Poems 1960-
1964 (London: Hamish Hamilton, 1965) , p, 24, 

T. S. Eliot, The Sacred Wood: Essays on Poetry and 
Criticism (1920; rpt. London: Methuen and Co., Ltd., 1964), 
p. 151. 
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found in the work of Raine. M. L. Rosenthal placed Raine's 

"Lyric" on the same artistic level as Blake's "Ah! Sun

flower."^ 

The unpleasantness that exists in Raine's poetry is 

created by her brutal honesty and by a tone of impatience 

and ennui. The poet seems to have paused in her search to 

record the steps taken, but she has no time for explanation. 

The plodding reader must fend for himself because the poet 

is a step beyond still seeking the final answer. Kenneth 

Burke quoted Nietzche as saying: "What we find words for 

is that for which we no longer have use in our own hearts. 

There is always a kind of contempt in the act of speaking," 

Despite earnest attempts to reach in language the un

derstood truth that lies in silence, Kathleen Raine has de

scribed her disappointment: "Our words keep no faith with 
g 

the soul of the world," 

M. L, Rosenthal, The Modern Poets: A Critical Intro
duction (New York: Oxford Univ. Press, 19 60), p. 15, 

7 
Kenneth Burke, Counter-Statement (New York: Harcourt 

Brace and Co,, 1931), p, 78, 

^Raine, Hollow Hill, p, 29, 
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